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Abstract 
This paper begins with the assertion that research grounded in creative practice 
constitutes a new paradigm. We argue both for and against the idea. We argue against 
the idea in terms of applying it to the idealised “lone artist” engaged in the production of 
their art, whose focus of research is a self-reflection upon the art they produce, and 
whose art is also the findings of the research. Our position is that such an approach 
cannot be considered as anything other than a form of auto-phenomenography, that 
such efforts are part of qualitative research, and they are thus trivial in paradigmatic 
terms. However we argue in the positive for understanding the artistic event – by which 
we mean any mass ecology of artistic practice – as being paradigmatically new in terms 
of research potentials and demands. Our exemplar for that argument is a practice-led, 
large-scale annual event called Indie 100 which has run for five years and has 
demonstrated a distinct paradigmatic “settling in” over its duration while clearly 
pushing paradigmatic boundaries for research into creative practice.  
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Paradigmatic claims for creative practice in research 
Haseman (2006) epitomises claims for the paradigmatic novelty of practice-led research. 
Using Austin’s (1962) conception of ‘performativity’ as the theoretical basis for his 
claims he argues that we  
stand at a pivotal moment in the development of research. Established qualitative and 
quantitative research methodologies frame what is legitimate and acceptable. However, 
these approved approaches fail to meet the needs of an increasing number of practice-led 
researchers, especially in the arts, media and design. (p. 98)  
He proposes, therefore, that ‘a new paradigm for research is coming into being, a third 
paradigm best understood as performative research’ (2006, p. 98). The argument is 
framed within a divisive view of quantitative and qualitative research with ‘ruthless’ 
quantitative deduction on one side and an entirely text-based approach to qualitative 
research on the other. Further claims that ‘a third methodological distinction is 
emerging’ are found in the way that performative research ‘chooses to express its 
findings’: artistic symbols minus words, unless of course it is the ‘practice-led novelist’ 
who ‘asserts the primacy of the novel’ as means of communication.    
There have been numerous critiques of the proposed performativity paradigm since its 
first appearance (e.g. Petelin, 2007; McNamara, 2012). Haseman himself admits that the 
‘performative turn’ is in fact part of qualitative enquiry. But, he says,  
[t]he host of new practice-led research strategies, methods of data collection and forms 
of reporting developed over the past decade and incorporated under the qualitative 
banner has over-stretched the limits of the ‘qualitative research’ category to the extent 
that it now seems a portmanteau title capturing anything which isn’t quantitative 
research and reported as numeric data. (Haseman, 2006)  
This is somewhat to confound issues of method and methodology with paradigmatic 
aspects. It also ignores the hermeneutic and explanatory aspects of quantitative research 
and the decades-long rise of ‘mixed methods’ approaches combining the two (Gelo, 
Braakmann, and Benetka, 2008). Haseman cites the following features of creative practice 
as being definitive of the new performative paradigm:  
1. It does not begin with a question or problem; rather an ‘enthusiasm of practice’; 
2. Researchers construct experiential starting points from which practice follows;  
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3. ‘what emerges is individualistic and idiosyncratic’;   
4. researchers ‘eschew the constraints of narrow problem setting and rigid 
methodological requirements at the outset of a project’;  
5. ‘research outputs and claims to knowing must be made through the symbolic 
language and forms of their practice’ (Haseman, 2006);   
The performative paradigm in summary: no question, no theory, no methodology, no 
generalisability, and no explanation of the research findings other than the artistic work 
itself. We leave unelaborated the obvious damage such a positioning can have on the 
role and reputation of creative practice in research over the longer term.   
Leaving that aside, one has only to look at the very beginnings of scientific method to 
note the role of artistic practice in multiple aspects of research – whether in 
communication of findings, conceptual elaborations, thought experiments, or 
illustrations of data. Johannes Kepler beautifully illustrated his “harmony of the 
spheres”; Da Vinci’s biological, mechanical, and artistic experiments remain models of 
both artistic and scientific excellence; and Alhazen, recognised by many as the ‘father of 
scientific method’, used beautifully illustrated detail of the human optical system to 
elaborate and communicate his findings (Eastwood, 1986). From its beginnings science 
has always been, and will always continues to be, ‘multimodal’, which is to say that it 
necessarily includes ‘words, symbols, images, and actions’, both in its doing and in its 
communication (Lemke, 1998).  
The most strenuous objections we raise to the performativity paradigm is that 
detaching artistic practice from the general movement of research proper creates 
unnecessarily restricted access to available principles and methods that can help 
integrate knowledge about social and cultural phenomena. It does so by taking artistic 
practice and setting it up as a separate or special case that requires specialised treatment 
as if it were somehow separate from other human phenomena. It also devalues the role 
of art in research by providing it with a kind of theoretical and methodological vaccuum 
in which to work under its own terms by being cut off from “serious” or “traditional” 
research practices and requiring essentially no intellectual discipline other than that of 
creative practice itself. Finally, such an approach ignores the creative, symbolic, 
rhetorical, and dialectical aspects of research and research communication in general 
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(Burke, 1962). Rather than seeing creative practice as some sort of “errant child” of 
qualitative and quantitative methods, are we not better situated as creative practitioners 
(that is, as experts in the creation and manipulation of symbols) to see science, 
philosophy, and method of all stripes as species of ‘symbolic action’, or even as rhetorical 
and dialectical exercises (Burke, 1945; 1967)? We think so. In fact we would go so far as 
to argue that, in itself, creative practice is fundamentally counter- or anti-paradigmatic 
and, given the history of scientific method and scientific communication, artistic practice 
could be argued up as the more general term into which science, philosophy, and 
research ought to be fitted rather than seeing artistic practice as a poor cousin restricted 
to separate pardigmatic constraints and requiring hyperdiscursive efforts to be accepted 
as a valid part of research. 
Art as anti-paradigmatic  
Questions about paradigms and their relevance for understanding the history of of 
scientific thought and method inevitably lead us to Thomas Kuhn (1962/2012). Seen 
from his perspective, the claim that research based on artistic practice demands its own 
paradigm is tenuous at best. Paradigm literally means “model”, “exemplar”, or 
“prototype”. In that sense, no single aspect of science can be granted the title since 
sciences deal in the finding out about the character of particulars. As far as research 
practice goes, Kuhn presents us with the following view of what he meant by a 
paradigm at the time (despite it being a vague term throughout the book as noted by 
many others): 
Close historical investigation of a given specialty at a given time discloses a set of 
recurrent and quasi-standard illustrations of various theories in their conceptual, 
observational, and instrumental applications. (1962/2012, p. 43) 
In other words, a paradigm is a set of conventions for what he terms ‘normal science’ 
(Chapt 2). Were art to succumb to paradigmatic forces – a kind of centripetal “settling 
in” of theory, methods, modes of observation, and media (instruments) – it would 
literally cease to be recognisable as art. We argue that art as such is in fact definitively 
anti-paradigmatic because the paradigmatic stage of any given science is the stage at 
which these fundamental aspects of research are settled and relatively stable (Kuhn, 
1962/2012, pp. 19-20). Art is only recognisable as such when it achieves something 
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unique, by unique means, and communicates it in a unique way. The fact that any 
artistic utterance ‘is itself’, as Haseman puts it, is exactly the reason why it is 
definitively anti-paradigmatic in its particulars.  
Then there is the issue of the multitude of artistic forms. They proliferate by the day. 
With each new advance in technology, the artistic or creative impulse takes it up as a 
new medium and proceeds to engage in symbolism of both profound and trivial types. 
The idea that creative practice can be somehow homogenised and treated as a settled set 
of theories, practices, observations, instruments, and so on, implicitly common to every 
art form, flies against the artistic impulse in general, and the role of art in society more 
generally. Even within forms of art that are similarly named, such as by the label of 
“poetry”, for example, it is unlikely that we would find a)  anything definitively  similar 
in either thinking or method between one poet and another or b) that we could even 
come to agreement on a definition of poetry that would suitably describe the activities 
and approaches of the community of practitioners who call themselves, or are known to 
others as, poets. It is this core ambiguity that makes art such a rich and potent 
collaborator with the rest of humanity’s symbolic search for new knowledge (Burke, 
1945). 
The mass organisation of artistic effort as paradigmatically new 
We take Burrell and Morgan’s (1979) classification of research paradigms as our point 
of departure to describe what we see as a fundamentally new approach to doing research 
in the Creative Industries. Indie 100, an event that annually involves several hundred 
musicians and other artists, aims to answer a complex and troublesome question: how 
can independent musicians make a sustainable living recording and performing their 
original music given new conditions? Those conditions include new patterns of audience 
behaviour and preferences; new and emerging global networks; new online business 
models, audience fragmentation; the many changes in production, distribution, and 
promotional technologies; and a transformed emphasis on live revenues. The event we 
describe here provides a platform that “mines” local musical grassroots for multiple 
kinds of data, connecting the ‘underground’ of new and emerging talent with the 
‘upperground’ of established industries and institutions (Cohendet et al, 2014).   
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Approaches to Creative Industries research 
Current approaches to CI research are typically situated between one of two poles, with 
contemporary, qualitative Cultural Studies approaches (O’Connor, 2000; Banks & 
O’Connor, 2009) at the one end and quantitative, firm-level ‘cluster studies’ based on on 
Richard Florida’s (2002) work at the other. In between these are ‘creative labour’ studies 
(Hesmondhalgh and Baker, 2013), sectoral studies (Hearn et al, 2007), media and 
communication studies (Flew, 2014), ‘cultural political economy’ approaches (O’Connor 
& Gibson, 2014; Jessop, 2004), organisational and business management approaches 
(Hotho and Champion, 2011), cultural policy approaches (Flew and Cunningham, 2010), 
cultural geography approaches (Collis, Felton, and Graham, 2010), and various 
approaches to the analysis and development of creative pedagogies (Graham, Dezuanni, 
Hearn, and Arthurs, 2015; Sefton-Green, 2014). These approaches are all useful in their 
own way, although, like any competing attempts to understand important areas of 
cultural and economic activity, each captures a relatively narrow band of activity at the 
cost of seeing a larger or more detailed picture.  
Hesmondhalgh and Baker (2013) argue that  
Some cultural studies and communications researchers seem to assume that consumers 
have the vital final say in determining meaning and, given the importance of meaning in 
culture, that this makes it more important to study consumption than production. Such 
views may have played a part in the rise of an overwhelming focus on consumption, 
audiences, texts and theories of popular culture in cultural studies in the 1980s and 1990s, 
where questions of production were relatively muted, and where creative work was hardly 
even mentioned. (p. 55) 
Creative labour studies, though, have been criticised for the opposite reason, based on 
the scope of “what counts” as such: ‘a broad conception [of creative labour] risks 
eliminating the specific importance of culture, of mediated communication, and of the 
content of communication products’ (Hesmondhalgh & Baker, 2013, p. 59, emphasis in 
original). We could go on at length about which approaches to Creative Industries 
research leave out which aspects of the Creative Industries, but that is not the point of 
our argument. What can be said, though, is that the field is divided along paradigmatic 
lines, with perennial dualisms, however subtley nuanced, underpinning competing 
research agendas: structure versus agency, form versus function, control versus 
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resistance, and so on (2013, p. 45). What we put forward is a paradigmatic argument 
based on an event that was initially designed to understand, through direct experience 
and observation, the role of recorded music in the ecology of independent musicians’ 
music revenues.  
Description of the Indie 100 event 
The event is run over six days with 72 acts involved in four-hour recording sessions 
conducted across 3 studios (4 x 4-hour sessions per studio per day). Aside from the 
hundreds of musicians who make the music, event participants include a changing roster 
of local and national music businesses, including representatives of independent local 
and national labels, major labels and publishers, distributors, music managers, and 
royalty collection agencies. This reference group acts as a two-stage “filter” for the 
project team, curating the 72 acts that will be involved in the event from the hundreds 
of application received each year. Following the event, our industry collaborators curate 
the 100 or so recordings we make during the event to identify up to 12 songs to be re-
recorded for a compilation, “best of” album.   
The event Project Team consists of a Project Officer, multiple members of faculty, and a 
team of student interns from the university’s Entertainment Industries degree. This 
group is responsible for the running of the event, including data organisation and 
maintenance, promotion, booking of producers, studio time, liaison with acts, and the 
many tasks associated with promoting and distributing the work. Entry for artists is 
mediated through a submission platform hosted by local peak music body, Q-Music (Q-
Music, 2015). The artists involved are typically local musicians from the South-East 
corner of Queensland who commit to creating new material as a condition of 
participation. Producers are drawn from a mixture of staff, postgraduate students, and 
industry professionals. Engineer assistants are drawn from our third year production 
classes and participation in the event has formed a major part of the assessment for 
production students.  
The annual process begins with a call for submissions through Q-Music. There are 
between 250-400 entries per year. The project team circulates entries to a panel of 
industry professionals who select a short list of 72 artists to fill the program. The event 
runs for six days across three studios for 16 hours per day. Sessions are 4 hours in 
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length, during which time the artists are encouraged to record as much material as they 
can in the alloted time (the record is 6 songs recorded and mixed in that time). Both 
during and following the event, the tracks recorded are mastered and posted to 
Bandcamp (Indie 100, 2014). They are also professionally distributed on an 
international basis by the country’s leading independent music distributor. After all 
tracks recorded are posted to the bandcamp site, which can take up to a month because 
of mastering and other processes, a second A&R panel is convened to shortlist the 
tracks for re-recording and/or remixing for a compilation CD which is then promoted 
and distributed worldwide through an independent distributor, usually being released 
shortly before the following year’s event to promote participation in the event and the 
compilation itself.   
Throughout the project, we collect data from multiple sources (more detail of which 
below), including a mandatory questionairre; video footage; artist interviews; the music 
produced during the event; Facebook, Bandcamp, and website statistics; project 
correspondence; field notes; and sales statistics.  
Burrell & Morgan’s paradigmatic dimensions 
Burrell and Morgan (1979) categorise paradigmatic debates about research assumptions 
along the following dimensions: Ontology (nominalist vs realist assumptions); 
Epistemology (anti-positivist vs positivist assumptions); Human Nature (voluntarist vs 
determinist assumptions); Methodology (ideographic vs nomothetic approaches); and 
Social Systemic Order (assumptions of order vs assumptions of conflict). Those 
dimensions are not exhaustive of all possible assumptions, nor is their model exempt 
from challenges or criticisms (see Deetz, 1996). However, Burrel and Morgan provide 
us with a useful and comprehensive starting point to explore the kinds of knowledge 
and understanding that the creative event can generate. More specifically, they provide 
us with a means of examining our research assumptions and their appropriateness for 
any given question:    
All approaches to the study of society are located in a frame of reference of one kind or 
another. Different theories tend to reflect different perspectives, issues and problems 
worthy of study, and are generally based upon a whole set of assumptions which reflect a 
particular view of the nature of the subject under investigation. (Burrell and Morgan, 
CI Paradigms 
 10
1979, p. 11) 
In the following section we outline the guiding assumptions of the event and relate 
these to Burrell and Morgan’s dimensions.   
 
 
Paradigmatic aspects of the Indie 100 event 
Burrell and Morgan’s matrix is arranged according to common sets of assumptions that 
they see as defining paradigmatically different “schools” of research. The vertical arrows 
indicate a cline from stability at the bottom to radical conflict at the top; the horizontal 
arrow indicates a cline from subjectivity on the left to objectivity on the right. The 
assumptions that have guided the Indie 100 research project are as follows:  
1. Career sustainability for musicians is a problem of organisational ecology;  
2. Problems associated with career sustainability can be traced to multiple levels of 
organisation, from micro to macro;  
3. The industry and its constituents are both subjects and objects of radical change, and 
have been for at least 4 decades; 
Radical	
humanist
Radical	
structuralist
Interpretive	 Functionalist
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4. However, the industry is more regulated, stable, and ordered at the “top end” of town, 
such as APRA AMCOS, PPCA, and the major copyright exploitation entities (major 
labels, publishers, and broadcasters); 
5. Audience labour (Smythe, 1981) is the value creating subject of career sustainability 
from a financial perspective; 
6. Creative labour (Hesmondalgh and Baker, 2013) has no necessary connection with 
audience labour yet is essential for its operation;  
7. Methodology must have nomothetic, ideographic, and artistic capacities because of 
the scope of the problem and the kinds of data it generates;  
8. The problem requires direct experience for the fullest possible understanding.  
Countable data generated during the event 
Nomothetic data are countable and assume a potential for objective analysis. The 
sources of nomothetic data in Indie 100 are: the Indie 100 participant survey, which is 
mandatory for all participants of the project (n = 817); application records (n= >1,100); 
network statistics taken from the project’s various web assets (Bandcamp, Facebook, 
Youtube, and implabs.net, the project’s “home” page); income statistics; International 
Standard Recording Code (ISRC) data for each track recorded; personnel numbers; 
media report numbers; distribution reports; the number of recordings made throughout 
the event; the number of tracks and takes made; the number of video hours made; the 
amount of correspondence; and, the overall labour time invested in the project.  
Qualitative data generated during the event 
Ideographic data are data that permit only qualitative analyses. Burrel and Morgan 
(1979) explain that the ideographic approach as that which assumes a researcher  
can only understand the social world by obtaining firsthand knowledge of the subject 
under investigation. It thus places considerable stress upon getting close to one's subject 
and exploring its detailed background and life history. The ideographic approach 
emphasises the analysis of the subjective accounts which one generates by 'getting inside' 
situations and involving oneself in the everyday flow of life. (1979, p. 6)   
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During each of the four-hour recording sesssions that comprise the event, much more 
than music is created. Each session produces new relationships and generates its own 
unique atmosphere:   
Walking between studios I’m struck by how distinct an atmosphere is created during each session. 
Worlds in miniature are brought forth. It’s like walking into a stranger’s kitchen: the smells, the 
mood, the way the people relate to each other are unique in every case. The mood of the music 
being recorded seems to have a lot to do with the atmosphere in each room. It’s either that or the 
way each person in the room is reacting to the music. (Field notes, 2012 event) 
In many cases, the new relationships that are formed during a given session can sustain 
well into the future, and some have become the basis of significant outcomes for all 
concerned (more on that below).  The ideographic data generated by the event include 
the qualitative aspects of the music created; lyrical content; production talk; 
photographs; video; artwork; social network interactions; project correspondence; and 
artist interviews.  
The experiential aspects of the event are undoubtedly its most powerful. These include 
the instances of “atmosphere”, “magic”, and “vibe” that pervade descriptions of the event; 
the characteristics of micro-social system formation in the studio; the experience of 
producing and recording the participants; organising and observing the event; 
performing in the event; personal networking; and the bizarre, unsubstantiated, but 
widely reported “other ears effect” in which the mere presence of another person can 
change the way music is perceived.  
The Creative Event as Research Paradigm 
A creative event with the mass and immediacy of Indie 100 reaffirms the argument that 
ontological assumptions necessarily shift at different levels of organisational analysis 
(Burrell and Morgan, 1979, p. 8; Graham & McKenna, 2000). Burrell and Morgan note 
that, while the extremes of the dimensions they describe may be inhabited by specific 
research traditions, ‘intermediate points of view have emerged, each with its own 
distinctive configuration of assumptions about the nature of social science’ (p. 8). They 
also note that their model is meant ‘not as a mere classificatory device, but as an 
important tool for negotiating social theory. It  draws attention to key assumptions … 
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and allows one to focus on precise issues which differentiate socio-scientific approaches’ 
(1979, p. 8).  
At the most macro levels at which the event functions, structural issues come into play. 
It is at this level that Indie 100 connects artists and the material they produce with the 
upper echelons of the industry, including publishers, record labels, broadcasters, 
collection agencies, and print media. Analysis of how things play out at this level has 
few options other than to take a structural-functionalist view of the research question. 
When we ask questions about revenues generated from copyrights in Australia, as in 
most other English speaking countries, we are driven back hundreds of years in history 
to the 1710 Statute of Anne (Graham, 2013). When we investigate the relationship 
between music creation and music publishing, we are similarly forced back upon 
centuries of ingrained laws, practices, and attitudes (Graham, 2013). Record labels have 
a much shorter history, with merely a single century of sustained practice behind them.  
The ordering of relationships between and among major labels, major publishing 
houses, broadcasters, and national royalty collection agencies is far more stable and 
enduring than any other part of the industry. To understand how they relate requires 
extended historical analysis. What becomes clear in such analyses is that, despite their 
overt enmity toward each other, each of these sectoral entities requires all the others to 
exist (Graham, 2013). It is this group of agents that have historically clashed to form 
the legislative boundaries for format-specfic artist remuneration, copyright duration, 
copyright ownership, and copyright exploitation.   
At the meso level of analysis we have an array of local institutions that operate in what 
are best described as idiosyncratic ways. These include a peak body funded by the State 
Government called QMusic; numerous local independent labels that are in a semi-
organised state through an initiative called Sounds Like Brisbane (Soundslikebrisbane, 
2015); an independent local radio station called 4ZZZ (4ZZZ, 2015);  and the University 
for which we work. Analysis of questions raised by the involvement of those institutions 
must take into account the contingent, radical, and idiosyncratic character of the local 
institutions involved. There are also many overlaps between and among the various 
local entities. For example, staff involved in organising and recording the event have 
also been on the 4ZZZ and QMusic boards. One faculty member plays in a band signed 
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to one of the local labels. Another of our faculty is married to one of the more successful 
local label owners.  
The local labels are also more and less closely involved with QMusic (QMusic 2015). 
QMusic is the official body for independent and alternative music in Brisbane. It hosts 
BigSound, an internationally known music conference; the Queensland Music Awards; a 
number of other high profile awards and scholarships; is active in promoting artist 
development initiatives, community development initiatives; and acts as a conduit for 
national and international initiatives relevant to the development of local talent 
(QMusic 2014).  
The group of Sounds Like Brisbane labels, along with Qmusic, form a semi-stable core 
at the centre of Queensland’s independent music scene. We say semi-stable because, 
unlike those institutions at the macro level of organisation, our local institutions are 
smaller, dependent on the whims of State and National funding organisations, and on 
the mercurial fortunes of each label. This group of local institutions is involved to 
varying degrees in Indie 100. Throughout the history of the event, QMusic has hosted 
the application process and supported the event by way of social media promotion. For 
the first two years of the event, organisers asked label owners from the Sounds Like 
Brisbane collective to shortlist the initial applications. This proved to be unsustainable 
when one applicant was given “yes” votes by all 6 judges without actually having 
submitted a song: in other words it had become evident that acts were being included on 
the basis of the judges’ familiarity with the acts rather than the quality of the song they 
submitted.  
With the exception of one label that is connected with Universal and two others that 
have enjoyed significant success, the labels that comprise Sounds Like Brisbane are 
owner-operator affairs that are run more for love than money. Aside from the successful 
labels, most of the owners have “day jobs” or some other means of generating a living. 
The semi-professional nature of the labels makes them very “person-like”, which is to 
say their day-to-day behaviour is tied to specific personalities, limited by unstable and 
unpredictable cashflows, and connected to their artists in what is better understood as a 
managerial role. To some degree, the local labels use the Indie 100 event as a means to 
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a) promote their artists and b) prepare their newer artists to record in a more extended 
way.  
At the micro level of analysis the view is totally chaotic. The event has multiple standby 
policies in place to cope with bands breaking up between applying, being accepted, and 
performing at the event; people pulling out at the last moment for illness or whatever 
reason; and engineers and producers falling ill on the day or simply not turning up due 
to confusion over scheduling. The personal nature of the task reveals the personal 
characteristics of all involved. In some cases, as might be expected, the combination of 
the intense time pressures of the event and personality clashes between producers and 
artists, between engineers and producers, between members of a group, or between 
artists and organisational personnel, can erupt into open conflict.  
I arrived in Studio A just in time to see the majority of the 8 piece band walk out of the session after only 
two and a half hours. They were clearly unhappy. Fortunately they had recorded two full songs before 
leaving. There had been a disagreement between them and the producer. The producer was unhappy with 
the backing vocals and, having been unable to get a result from the band, had gone into the studio and 
begun to sing the parts himself. This rankled the band who responded by walking out. The situation took 
some remedying, with both tracks being remixed at a later date without the producer’s vocals. Despite the 
bad taste left by the initial recording, the situation resolved in a fruitful way for all involved with a very 
successful album length project stemming from the dispute and subsequent remix. (field notes 2013) 
Some of the artists involved in Indie 100 are taken further through the A&R Lab, an 
extension of Indie 100 project designed to help artists develop. Others have used their  
recordings on subsequent EP and album releases. Others have bought their sessions and 
remixed or otherwise enhanced the recordings. Others have attempted to have 
recordings removed from the project, sometimes soon after the event, sometimes years 
later. Here is an example of such correspondence:  
Hi. I have no problem with the 100 Songs version of the track being listed with 100 Songs iTunes pages 
etc. 
I simply don’t want it to show up on my personal iTunes page. 
The 100 Songs version has attracted no attention, is unknown, and would affect no one adversely by it 
being removed (at least just from my iTunes page). 
How long is this existing “contract” in place for – it’s already over 2 years old? 
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I know I am at any stage able to remove tracks from my aggregators, so surely IMP can do the same with 
its? 
If not, can I suggest an edit to the 100 Songs version’s title to: 
[1st Preference]:                   
[2nd Preference]:                 
Would really appreciate your assistance in this matter, as I’m sure there is a work around. 
Thanks 
[Artist Name 2013] 
Other approaches from artists to take down music have been framed as “not 
representative” of the artist; the artist “had a bad day”; “we didn’t understand that the 
event would be promoting our music”; or “the band has broken up”. The event has 
commercial distribution contracts in place and a need to keep the corpus as intact as 
possible, both as a true record of the event and as an artefact of cultural memory, and so 
requests to take down music almost always have to be rejected. Event organisers do 
their level best to please artists in this position, including organising remixes, and even 
re-recordings in some cases, but there was at least one act per year that remained 
unhappy with having their recordings posted online after the event. For most years, it is 
these kinds of interactions that slow the process down in unexpected ways.  
After the [artist name] remix, a long relationship developed with the band. Their songs struck me as 
beautiful and unique. The whole thing rolled out into an album length project that went on to win national 
awards. It was a gruelling though very rewarding 18 months that started as the result of a fight in studio 
A during 100 Songs 2012. (field notes, 2014) 
Despite having all of these levels in play as necessary parts of answering the research 
question, there is a frustrating limit to what we can know despite the massive amounts 
of data that the event generates. Much of what seems obvious, real, and important about 
the event from a participant’s perspective defies description and analysis after and even 
during the fact. Part of the problem has to do with the absence of space as a descriptive 
category: it is literally impossible to conceptualise the event without experiencing the 
space in which it is held.  
CI Paradigms 
 17
The physical and social effects of processing hundreds of artists in a relatively small 
area defies concrete description, partly because nobody can see all of what is going on at 
any given time.  
The whole thing moves in waves. About a half hour before each session ends, the next three acts to be 
recorded enter the foyer, register with the interns, do the survey, tune up, and otherwise prepare for the 
recording. Sometimes there are mistakes to be corrected. One bass player forgot his bass and set to work 
borrowing an instrument from one of the other bands. At the same time as all this is happening in the foyer, 
the producers in each room are getting the session wind-up notice from project organisers. In some cases 
mixes are being finalised; in others they are just getting started. People are outside having their last 
cigarette for four hours, or their first in four hours. The whole building is in a state of high tension and 
frenetic activity mixed with relief and exhilaration. The tension and activity crescendo at turnover. The 
new acts come in and assistant engineers start to set them up, place microphones, and make the artists as 
comfortable as they can. Then the music starts and the building goes surprisingly quiet for hours at a time. 
(Field notes, 2011) 
The micro level of activity is uniformly chaotic and unpredictable from year to year. 
Sustainable and therefore somewhat stable career paths are at odds with the “radical 
change” character of music industry when seen from this grassroots level. The 
challenge for the project is to connect as many acts as possible to the more stable and 
lucrative macro level of industry: to record labels, publishers, established 
synchronisation agents, broadcasters, and anyone else who can help Indie 100 artists 
form stable and lucrative partnerships. 
Challenges for analysis 
Neither ideographic nor nomothetic methodologies are in and of themselves sufficient 
for meaningful analysis of the data. At some level, the event can be understood through 
its figures: around 2 million social media impacts per year; 144,186 streams on 
Bandcamp of 540 tracks over the life of the project; 511 Bandcamp sales; 4164 sales 
through our distributor, and around 1,200 musicians. But these data are bothersome in 
as much as they generate more questions than answers. We can see, for example, that 
the most played tracks bear no correspondence to the most purchased tracks apart from 
one song. There is no indication as to why that might be the case.   
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Bandcamp track streams from Indie 100 Bandcamp site as at 28/8/2015 
 
Top ten most played tracks from Indie 100 Bandcamp site as at 28/8/2015 
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Top ten most purchased tracks from Indie 100 Bandcamp site as at 28/8/2015 
This small example of differences between streamed and purchased music gives us an 
interesting insight into a contemporary state of affairs: more than 144,000 streams 
compared with a mere 511 purchases (0.3%), lending weight to the macro level proposal 
that says streaming is displacing recorded music sales (Resnikoff, 2014). Of interest is 
that the purchases are set at the minimum 50 cent price but the audience can purchase 
them on a pay-what-you-want basis above that amount. The average price paid per 
track is $1.10, with some paying as much as $AUD20.00 for a single track.  
ISRC data is probably the most descriptive in terms of gaining a picture of the type of 
acts involved and their constitution. ISRC is in essence the comprehensive metadata 
that goes on file for every commercial recording. It includes fields for artist name, title, 
genre, composer, arranger, lyricist, place of recording, performers, running length, 
engineer, producer, and so on. ISRC provides the most comprehensive data about each 
track yet is entirely insufficient for describing the work itself (which of course is not its 
function). In combination with the demographic items on our participant survey the 
ISRC data gives us indications about the character of our participants as a research 
“sample”. However, from a demographic perspective, the data yields very little, with 
participants ranging from school aged children to stereotypical “down-and-out” youth 
to middle class students to a 50 year old ex-Senator and former Leader of a national 
political party. There is a predictable trend towards the more youthful end of the 
demographic spectrum but the demography provides little in the way of insights that 
might help answer the research question other than to see that downwards income 
trends are much the same regardless of age or any other demographic factors.   
Data Relevance  
Answering the research question requires us to take a blend of interpretive, 
functionalist, humanist, and structuralist approaches. Revenue flows for royalties are 
very much structurally determined, at least for payments based on legislation. In 
Australia, as in most other English speaking countries, copyright exists only as a 
function of law, which is to say there is no assumption of any natural rights to one’s 
own intellectual property in Australia (Graham, 2013). Existing copyright law in 
Australia can be seen as the outcome of struggles between publishers, broadcasters, 
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collecting agencies, and record companies that have gone on unabated since the early 
20th Century (Graham, 2013). While these struggles have affected artists, there has been 
no explicit recognition of the artist by legislators at any of the various stages through 
which copyright laws have been contested (Atkinson, 2007).  
At another level of analysis, the event functions as a year-to-year archive of the city’s 
emergent original music scene, thereby providing the important function of curating a 
“secular” cultural heritage of original music. As Petocz, Reid, and Bennett note: ‘[i]n a 
sense, an aspect of Australia’s cultural heritage is lost when the working lives of 
musicians are unrecorded’ (Petocz, Reid, and Bennett, 2014). Like most vernacular 
culture, in the past, music outside the major label system has been treated as a form of 
essentially worthless ephemera (Graham, 2006). In answering our research question, we 
necessarily began to function as an archive, both of culture and information about 
culture.  
The issue of sustainability comes back, in many cases, to personal attributes and 
relationships (Creech, et al., 2008; Gruber, Degnem, and Lehmann, 2004). Here is some 
correspondence that responds to a scheduling request for a compilation re-recording. 
The scenario is that the song has been selected through a lengthy process involving our 
industry collaborators, but the composer has since left the band under acrimonious 
conditions. The mail is from the band leader who had attempted to negotiate a different 
song being recorded as a result of the breakup which is impossible under the terms of 
the project:  
Oh dear. Well, I could ask [composer name]. Unfortunately she quit our band at a party by 
hopping on a table and announcing publicly that the band treated her the same way that Hitler 
treated the Jews in the Holocaust. So, I think she's fairly anti-band. Leave it with me though, I 
take your point that we were accepted for this project because of that song. I'll see what I can do. 
I'll tentatively tell the others to pencil in [date of recording]. 
An important aspect of career sustainability in music is the consistency and coherence of 
an act over time. As the correspondence above indicates, such consistency is an ongoing 
function of interpersonal relationships. Beyond merely managing to sustain 
relationships that are internal to an act, questions of professionalism arise in any 
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discussion of career sustainability. Researching professionalism among jazz guitarists, 
Gruber, Degner, and Lehmann (2004) note that:  
The process, by which a newcomer becomes a “full participant” or an “expert”, is 
fundamentally social. Learning as enculturation comprises more than only acquisition of 
knowledge; it concerns many social aspects such as ways of speaking, belief systems, 
social customs and tricks of the trade. (p. 223)  
This becomes even moreso in contemporary areas of music that aim for wide popular 
appeal. Coulson (2012) notes that professional musicians’ understanding of 
professionalism tends to be ‘associated with a sense of responsibility: being reliable and 
organized, fulfilling obligations to others, maintaining networks and making the most 
of their skills and the opportunities available to them’ (p. 253). A second aspect of 
professionalism identified by Coulsen has to do with the intersection of performance 
skills and professional identity and is ‘about acquiring and maintaining a set of skills, 
cultural conventions and ways of being that might be called a vocational habitus, of 
which work practices simply form a part’ (2012. p. 253). Creech et al (2008) confirm the 
importance of what they call ‘mitigating factors’ which consist of ‘skills’, ‘personality 
factors’, ‘professional colleagues’, ‘performance opportunities’, and ‘luck’ (pp. 322-328). 
Thus the question of sustainability encompasses issues that move “downwards” from the 
structural abstractions at the core of the industry (copyright exploiting and collecting 
entities, legislative bodies, etc) and “upwards” and “outwards” from the personalities of 
the individuals involved at any given moment. The picture, its qualities, and its 
composition change depending on the angle and level of viewing.  
Connecting local and elite knowledges 
Deetz adds a useful epistemological dimension to Burrell and Morgan’s paradigmatic 
outlines: ‘local-emergent’ versus ‘elite/a priori’.  
Focusing on the origin of concepts and problems using a dimension of "local/emergent-
elite/a priori" allows three advantages. Firstly, it acknowledges linguistic/social 
constructionism in all research positions and directs attention to whose concepts are used 
in object production and determination of what is problematic (see Deetz 1973). Secondly, 
the focus on the origin of concepts helps distinguish fundamentally different kinds of 
knowledge. Elite/a priori conceptions lead more to the development of "theoretical 
codified" knowledge, a kind of "book" knowledge or "knowing about." Local/emergent 
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conceptions lead more to the development of "practical" knowledge, a kind of "street 
wisdom" or a "knowing how." Thirdly, reconceptualizing this dimension allows us to 
more easily see that both the application and discovery of concepts can demonstrate 
implicit or explicit political alliances with different groups in society. (Deetz, 1996, p. 196) 
A key aim of the Indie 100 event is to expose the talents of local-emergent artists to a 
national and international industry elite whose a priori knowledge which, if not codified 
given the current turmoil, is most certainly principled according to the institutional 
knowledge developed over the last century in global publishing and recording 
businesses. The fusing of these two epistemics within the project again indicates its 
unique paradigmatic parameters.  
“Settling in” to a paradigm 
But what of the “settledness” of a paradigm that we describe above? Does that not also 
fly in the face of creative practice? Again, at the level of the individual artist, yes. We 
strongly contend that the creative work of individuals can never and should never be 
considered in, let alone encouraged towards, paradigmatic terms. However, at the level 
of a mass ecology of creative practice including distribution and business systems, and 
especially in terms of organising such an ecology, we contend that, on the evidence, the 
answer is yes. Apart from the new and essentially hybrid paradigm presented to us by 
researching the running of the event and its outcomes, the data types it has thrown up, 
and the hybrid theoretical demands of analysis, we also witnessed a distinct “settling in” 
of organisational practices.  
The first year was total chaos. It took months to even figure out how many songs we managed to record 
and nearly 8 months to figure out who would be on the compilation. We had no idea what to expect and 
the surprises just kept on coming, right from the beginning. There were quite serious fights among and 
between an organiser and one project staff member that threatened the life of the project even before the 
event had begun. We couldn’t understand the selection of the artists made by industry, nor could we 
understand relationships between the outcomes of the recordings and the demos that the acts sent in. There 
were data all over the place and none of it made much sense.  
The event itself was chaotic too. There were camera people everywhere, and press. Television crews. Live 
radio broadcasts. You name it. It was a freak show right through to the end, at which point we found one 
of the project officers had been gaff taped and put behind a couch in studio A by a drunken member of the 
camera crew. By that stage people had started drinking heavily and we had to throw people out of the 
studio at about 6am.  
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By the final year, and despite involving more people than ever, the whole thing went perfectly smoothly. 
The last three people in the studios were the producers of the final three sessions. Everyone else had left. It 
was almost boring. We had more engagement on social media, more streams, more people, and more 
immediate sales. Data collection went almost without a hitch except for the usual IT glitches. The 
recordings went without a hitch and the quality of the music was by far the best ever, both by our own 
estimation, by that of our industry assessors, and by the fact that people for the first time had started to buy 
the entire 100 songs as an album download. (field notes 2015) 
A lot of the organisational “settling in” of the event can be attributed to the “Indie 100 
project bible”. Each year a different project officer and different student group has run 
the day-to-day organisation of the project. That demanded an inter-annual 
communication device that was comprised of a loose-leaf binder and two hard drives. 
Throughout the project, the team recorded what happened each year in the “bible” and 
made notes of how to avoid and/or fix mistakes, what worked, what didn’t, and so on. 
The details of the “bible” run to gigabytes of data and include protocols for ethics 
clearances, data collection, legal agreements, industry contacts, survey setup, file-
naming conventions, artist liaison protocols, ISRC coding, artist assessment protocols, 
promotional processes, distribution processes, FAQs, and so on. Every operational 
aspect that could be captured had been captured by year 4. 
There is of course reason to think our project unique, which in many ways it is, and 
therefore ungeneralisable. However indications that the organisational aspects of large 
scale creative events have centripetal tendencies towards a paradigmatic “settling in” of 
methods and approaches can be found throughout the discourse of festival organisation 
and evaluation (see for example, Abfalter, Stadler, and Müller, 2012). This is none more 
so the case than with the Woodford Folk Festival, to use just one example, which has a 
500 year strategic plan (Woodfordia, 2011). The organisational aspects of Woodford are 
detailed on its website (Woodford Folk Festival, 2015), and the level of detail (of course) 
far exceeds that of Indie 100, indicating that scale and duration feed into the 
paradigmatic aspects of mass creativity and its organisation, as would be expected 
(Lemke, 2000). Similarly, the fact of stability at the level of national PROs and other 
long-term rights aggregators,  such as major labels and publishers, also speaks to the 
paradigmatics of organising creative practice.  
Conclusion 
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This paper has attempted to sketch the practical and theoretical outlines of a 
paradigmatically new approach to creative industries research. We have taken on the 
approach that argues research into creative practice by individual artists demands its 
own paradigm and have shown that such a view presents insurmountable paradoxes and 
may well in fact be anti art. We argued that such a view is also harmful to the position 
of the arts in the general research environment. However, we have shown how a large 
scale creative event can facilitate research across multiple dimensions – artistic labour, 
industry trends, aesthetic trends, artistic trends, mediation patterns, business outcomes, 
cultural trends, organisational categories, etc – that are typically analysed and theorised 
in competing and often incommensurate ways. We have also shown the demands on 
paradigmatic thought that such an event presents and how such phenomena requires 
treatment in paradigmatic terms.  
Indie 100 might even be seen as a “model-of-models”, a meta-paradigm, for 
understanding creative industry and creative business. It shows how creative energy 
can be concentrated and studied in a quasi-clinical (in so far as it is an organised “setup” 
for the purposes of observation), quasi-naturalistic (because the outcomes and processes 
are real and have real effects beyond the experiment) setting that demands the crossing 
of all sorts of boundaries in established research paradigms. It shows how to set up a 
living laboratory that reacts with with national and global business environments, with 
forms of law that are hundreds of years old, and with local creatives who are in the thick 
of making their way through a tumultuous and essentially hostile scene of endeavour in 
which sustainability is a function of luck, determination, talent, and a level of 
professionalism that is as demanding as any.  
While we have not attempted here to answer the question that the event is set up to 
answer, we have established the broad parameters that define the grounds on which 
those answers can be developed theoretically and methodologically, which is to say: its 
paradigmatic features. Further work in development include some of the answers, but 
the nature of such an enterprise is more likely to generate many more questions. These 
include questions about whether such an event would be possible in an era that was far 
more settled than the current one, about whether the answers we provide are useful 
over time, and about what the research does to the business and industry of music, both 
in Brisbane and beyond.  
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